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Teaching 


LESSON PLANS AND COMMENTS ON SOME 


Pieces by 


BELA BARTOK 


BY FOUR PIANO TEACHERS 


"Melody Against Double Notes,” no. 70 
"Scherzo" no. 82 


MIKROKOSMOS, Vol. It 





DOROTHY PARRISH DOMONKOS 


i A ce piano teachers are ready and willing to in- 


corporate the music of modem masters into their 
teaching repertoire, but before them looms the 
problem of selecting those compositions which will be 
most rewarding and worthwhile for the student. 
Béla Bartok may be singled out from the significant 
composers of our day, as one who gave serious thought to 
writing music for the training of music students, more 


particularly piano students. As he himself was a very 








Mrs. Domonkos had the unusual opportunity of studying 
piano with Béla Bartok both in Hungary and in the Uni- 
ted States. After graduation from the University of Min- 
nesota, summa cum laude, an exchange fellowship en- 
abled her to attend the Franz Liszt Academy of Music 
in Budapest for three years. During this time she studied 
with Zoltan Kodaly in addition to her work with Bartok 
She later taught in colleges in New York and Pennsyl- 
vania. In the yearsimmediately following Bartok's death 
Mrs. Domonkos gave many concerts and lecture-recitals 


devoted to the music of Béla Barték. 


conscientious and thorough piano teacher, it is to be ex- 
pected that there should be valuable material in the con- 
siderable amount of music he wrote for pedagogical pur- 
poses. 

The "Mikrokosmos" is a carefully planned and graded 
series of pieces contained in six volumes. Yet how many 
teachers may have had occasion to lead any one pupil 
through all these six volumes in the fourteen years since 
the series was first published? One doubts that there have 
been more than a few. But, at some well-timed point 
in the student's training, one, at least, of these volumes 
could well serve as very stimulating musical fare for the 
student. When the alert teacher senses the imminent 
onset of a spell of intellectual stagnation in the case of 
the student, that may be the right moment toturn to the 
music of Béla Bart6k, certain of whose compositions are 

(Continued on page 11) 
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Recommended Piano Music 


Editor's Note: In making up our-lists we have tried to include among the accepted works 
all those that demonstrated creative ability regardless of how small, or in what idiom, con- 
servative, mildly venturesome, or fiercely so. We rejected those that showed stylistic incon- 
sistencies, that were trite and commcnplace, that :simply followed mechanical patterns and 
showed no signs of release or merely illustrated a pedagogical dogma. We readily admit to 
sharp differences of opinion on all of these points. 

No descriptions are given of titles. The thematics, which are provided by the publish- 
ers, serve this purpose. 














easy 
The Little Shepherdess. EVERETT STEVENS Presser. 35 
Holiday Bells; one piano four hands. ALICE PROCTER Elkan-Vogel . 40 
Shenandoah Valley Tune. EVERETT STEVENS Presser .35 


The Old Church by the Water - A Sand Game. ERIC H. ©THIMAN Paterson's . 30 
(Carl Fischer, agent) 


Country Dance. JOHN O. GERRISH Mills . 30 
Five Finger Farm; 16 easy piano duets. EVA PAIN Schirmer 
(Curwen edition) ;, 00 
A Merry Dance; a piano duet. IRENE HARRINGTON YOUNG Rostoa . 35 
Christmas in the South; a group of southern folk carols and Christmas 
customs; music arr. by Marie Westervelt Presser . 85 
” 2 
intermediate 
Three Nature-Pieces on poems by Wordsworth. Elkin 1.90 
ERIC THIMAN (Galaxy, agent) 
Music for young people. GEORGE KLEINSINGER Chappell: 1. 00 
Pastoral Scene - Meadowsweet. ERIC THIMAN Paterson's. 30 
(Carl Fischer, agent) 
Indian Summer. OLIVE DUNGAN Ditson . 35 
This is the House that Jack Built; six piano duets. Schirmer 
M. CAMPBELL BRUCE (Curwen edition) 1. 00 
Springtime Pieces; four piano duets. JOHN GRAVES Novellc 
For teacher and pupil; five-finger position (British American 
Music, agent) .90 
The Hootnanny; for one or two pianos, four hands (easy and inter- 


mediate) ERNST BACON Chappell 2.00 
Slawische Tanzweisen mit Variationen; for piano, 4 hands Schott 1.25 
EBERHARD WERDIN (AMP, agent) 


1-22 





NOTE: All titles on this page are listed for the information of our readers. No evaluation 
has been attempted; piano teachers will want to make their own investigation of them, 


particularly of the teachers’ courses. 


advanced 


EDWARD 3ALLANTINE. Three variations on Mary had a 
little lamb. Schmidt (copyright 1952) $1.25. 

IRWIN A. BAZELON. Suite for young people. Peer $1.00 

NORMAN COKE-JEPHCOTT. Nocturne and Paean. 
Schmidt (copyright 1953) 75c 

CAMARGO GUARNIERI. Concerto No. 2 for piano and 
orchestra. Associated $4. 

ALEXEI HAIEFF. Sonata for two pianos. Chappell $3.50 

BERNHARD HEIDEN. Sonata for piano, four hands. Asso- 
ciated $2.50 

CHARLES E. IVES. First sonata. Peer $3 

GAIL KUBIK. Celebrations and Epilogue. Southern $1.75 

RENA KYRIAKOU. Perpetuum mobile. C. Fischer $1 

FRANZ LISZT. Quartriéme valse oubliée (Forgotten Waltz) 
No. 4. Presser (published for first time) $1 

VITTORIO RIETI. Suite champetre for 2 pianos. Associ- 
ated (copyright 1952) $3.50 

ARTHUR SHEPHERD. Capriccio II. Ricordi $1.25 

M. CASTELNUOVO TEDESCO. 
canons, op. 156. Ricordi $2. 


e + 
new editions 

Selected CHOPIN Mazurkas. Henry Levine Piano Album 
Series #17. Boston $1 

CLAUDE DEBUSSY. Arabesque, No. 1 and No. 2, edited 
by Henry Levine. Boston, 70c each 

NIELS WILHELM GADE. The children's Christmas eve, 
op. 36. Five piano pieces; edited by Poldi Zeitlin. 
Markert, 75c. 

Selected MENDELSSOHN Songs Without Words. Henry 
Levine Piano Album Series #15. Boston $1. 

SelectedSCHUBERT Waltzes. Henry Levine Piano Album 
Series. Boston, $1. 2 

reprints 

ERNEST HARRY ADAMS. Nocturne in blue and gold. (int) 
Schmidt 40c 

BEETHOVEN. Fur Elise. (int) Summy 50c 

BEETHOVEN. Minuet in G. (int) Summy, 50c 

BORODIN. Scherzo; edited by Tcherepnin. (early adv) 
Hinrichesen 

BURGMULLER. Twenty-five studies, op. 100. (int) Summy 
$1 

KENNETH KIMES. Mr. Owl, 40c; Alley cat parade, 35c; 
Scampering Willie, 40c; The red balloon, 40c; March 
of the gingerbread men, 35c; My pop gun, 40c; Car- 
ousel capters, 35c; Autumn mood, 35c; Alladin's genie 


Six pieces in form of 


dances, 35c; High in my tree house, 40c. (easy) Mel- 
ody Music Co. 

SAM MORGENSTERN. Toccata Guatemal. Arr. for two 
pianos by Whittemore and Lowe. Carl Fischer, $2 

MOSZKOWSKI. Etude in G-minor.. (easy) Schmidt 50c. 

AGNES STEADMAN. Springtime polka. (int) Willis 50c. 

THOMAS TALLIS. Complete keyboard works; edited by 
Denis Stevens. (int) Peters $2.50 

TELEMANN. Klassische Stucke. (easy & int.) Peters, 
$1.50 

Der Kreis um TELEMANN; including works of Dieupart, 
Marchand, Graupner, Grunewald, Krebs, Muffat, Bach, 
Stolzel, and Telemann. Peters $1.50 


teachers courses 

MAURICE ARONSON. The intermediate pianist's digest; 
a collection of 150 excerpts from the masterworks of 
classic, romantic and contemporary pianoforte litera- 
ture, embracing all current forms of piano mechanics. 
Marks, $2 88p. Marks, $2 

DOROTHY BRADLEY & RAYMOND TOBIN. Sight Reading 
made easy. Book IV. Mills, 35c 

FRANCES CLARK Library for Piano Students. Book I - 
Piano Technic. 48p. Summy $1.25 

MARGARET DEE. Ready to play. 46p. Volkwein $1.25 

MARGARET DEE. More to learn. Bk 3. 37p. Volkwein 
$1.25 

FRANK FREDRICH. Music reader at the piano; 24p. 75c; 
Making sure of piano play, a music workbook, 24p. 
60c; Making sure at the piano, Bk 1, 32p. 85c; Mak- 
ing music at the piano, Bk 2, 32p. 85c. Pro Art. 

BERNICE FROST'S Introduction to At the piano, Bk l. 
Where playing fingers begin; based on folktunes of 
many countries. 32p. Boston 80c. 

STANFORD KING. Teen-age technic for piano. 24p. 
Presser 85c 

ALFRED MIROVITCH. Command of the keyboard; a new 
approach to techniques and musicianship for the young 
pianist. Vols. 1 and 2. 32p. ea. Presser $1.50 ea. 

ROBERT SHEPARD. Harmonizing; how to play simple ac- 
companiments to a melody atthe keyboard. 24p. Sum- 
my. $1. 


foreign publications 


( Presented in U.S. for first time by American agents.) 


A. ARENSKY. Silhouetten, op. 23; for two pianos. n.d. 
(adv) Forberg (Peters, sole agent) $2.50 
(continued on page 29) 
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Copyright 1984 in U.S.A.by Paterson's Publications, Ltd. 
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Copyright 1954 by Mills Music, Inc.,1619 Broadway, New York 19, N.Y 


THREE NATURE- PIECES on poems by Wordsworth ERIC H. THIMAN 
184 


Allegro giocoso [4 about 100) 





I 


“ The winds come to me from the fields of sleep 
And all the earth is gay ; 
Land and sea 
Give themselves up to jollity 
And with the heart of May 
Doth every beast keep holiday :"” 
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MUSIC FOR “YOUNG PEOPLE. ty GEORGE KLEINSINGER 185 


1.Waltz 









Andantino grazioso 
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2. Mexican Dance 
Fi 
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8. Traffic Toccata 


Presto 
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CHAPPELL & CO., INC. 


RKO Building * Rockefeller Center * New York 20, N. Y. 
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COPYRIGHT BY PATERSON'S PUBLICATIONS, LTD. LONDON. 
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PIANO SOLOS 











Cell Of te TAU . x ecdvdatctccac Michael Brodsky... .40 
OE kc Keak cdva ded esaddasese Michael Brodsky... .35 
Cuckoo at TWH occ s od eneevs Alec Rowley... .40 
| PPT pee ry rear! Pere Alec Rowley... .40 
BEbeter LAtthe TORE «6 s.cccc0se ki veeas Cecilia Cokely... .35 
March of the Phantom Brigade...... Michael Brodsky... .40 
AMGRINEIOR TOROG. 0 6 6 6 os ck ono sev onus Alec Rowley... .40 








J. FISCHER & BRO. 
119 West 40th Street 
NEW YORK 18, N. Y. 







































SPRINGTIME PIECES JOHN GRAVES 188 


: 1. THE CUCKOO 
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COPYRIGHT, 1954, BY NOVELLO & COMPANY, LIMITED 
(British American Music Co., Agents) 








To Mr. Thornton Wilder 


THE HOOTNANNY 189 Ernst Bacon 


For One or Two Pianos-Four Hands 


2.Go To Sleep, Little Child 


Larghetto (d = 66-69) 
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Secondo 


3. The Boston Boy 


In “Landler” tempo (d = 168-184) 
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BARTOK TEACHING PIECES (Continued from page 2) 





bound to broaden horizons and recapture interest. Many 
of the pieces in the "Mikrokosmos" are but a page, or 
less, in length; yet they hold novel musical experiences 
for the student who has not played compositions of Bart6k. 

It is suggested that the teacher who is unfamiliar with 
the Mikrokosmos start first by acquainting him or herself 
with Volumes III and IV, later on studying Volumes I, II, 
Vand VI. There is no reason why the middle volumes 
cannot be introduced to the student without his first hav- 
ing gone through the earlier volumes. There are very 
many pieces in these two books which are not at all dif- 
ficult, and which have immediate appeal. Generally 
there is some little challenge, technical, rhythmical or 
otherwise, to be met. 


i om follows an analysis of two pieces from volume 
III which could serve nicely as a student's introduction to 
the "Mikrokosmos" and to the music of Béla Bart6k. 

"Melody Against Double Notes," no. 70, is polytonal 
and polymodal. There are two sections, each two lines 
in length, and coda. In section A, the melody in the 
upper part lies within the first five tones of the F#-major 
scale; the accompanying figure, a quiet little movement 
from a third to the fifth it borders on each side, is in D- 
minor. In section B, the situation is reversed; the mel- 
ody, now inverted, is given tothe lowerpart in D-minor, 
the accompanying figure is in major in the upper part. 
The coda is a nice example of summing up. Melodic 
material appears in bothparts now in their respective keys 
and modes, first in the lower part, and thenthe imitation 
in the upper part. Next the accompanying figure appears 
in both parts, drawing to a close in unison rhythm. This 
unison rhythm gives a feeling of peace, for there has been 
complete, independence of rhythm throughout the little 
piece, which has given the accompanying figure a strength 
of its own. The hands are still confined to a five-key 
span at this juncture of the "Mikrokosmos." There is a 
pervading sensitivity, even poignancy, despite the con- 
fined movement of the piece. 


Sica No. 82, is primarily a little adventure in 
thythm. Some of the phrasing demands a certain degree 
of skill and finesse. The seven-eight measure can just 
as well be divided into two measures of four-eight plus 
three-eight. There is a similar rhythm, with like accent 
and phrasing, in No. 9 of the Rumanian Christmas Songs, 
Set 2. Mr. BartOk told the writer that he had pondered 
whetlier to use seven-eight or four-eight plus three-eight 





in this setting. Slurs throughout the Scherzo must be 
neatly executed. The change to two-four rhythm in line 
two must maintain strictly the previous eighth note value. 
But there must be sharpcontrast in mood between the de- 
licacy and playfulness of line one, and the heavy accents 
and assertive nature of the next two lines. The closing 
two lines resume the mood of the opening. There is 
some play with tonality in the Scherzo, as well as with 
rhythm. In the opening and closing sections, the lower 
part uses the first five tones of the Lydian mode, the up- 
per part mostly maintaining D-major. In the middle 
section there is a pull between major and minor thirds. 


Certainly the observant reader has noted that the key 
signature of the upper part of the "Melody Against Dou- 
ble Notes” was five sharps, whereas the home tone is F#. 
One can say that E# was not necessary in the key signa- 
ture because only the first five tones from F# were used 
in the piece; moreover, any suggestion of the major triaa 
or the major tonality were as though purposely avoided 
throughout. 


la the "Scherzo," the F# is placed an octave lower 
than usual. Obviously the reasoning here is that the lower 
F# is the ene concerned in the register of this piece. Fi- 

nally, one may be willing to admit that Bart6k allows 

himself some idiosyncracy in his dealings with key sig- 

natures. This may have been purposeful, it being his 

desire to hare his own broadening experiences with to- 

nality. One notes with interest that No. 11 of Volume I 

of “For Children" in the original edition has no key sig- 

nature, and that each and every C#andF# is written into 

the score. Butin the revised edition made by the compo- 

ser for Boosey and Hawkes in 1944, two sharps appear as 

the key signature of this same piece. 
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FROM BARTOK’'S MIKROKOSMOS, VOL. III 


Melody against Double Notes 
Melodie vers double-cordes 
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FROM BARTOK'S MIKROKOSMOS, VOL. II 
Scherzo 


Allegretto scherzando, ¢-14 


Pp: 





COPYRIGHT 1940 IN U.S.A. BY HAWKES & SON (LONDON) LTD. 
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"First Rondo," THREE RONDOS ON FOLK TUNES 
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FRANCES MANN 





Miss Mann, for many years member ot the piano faculty: 


and teacher of piano pedagogy at the Juilliard School of 


Music, is now Director of the Preparatory Division in that: 


school. She is a piano recitalist in New York, and in 
schools and colleges throughout eastern United States and 
Canada. 








EXPLANATORY NOTE 

For the purposes of this paper, there is more “taik" and 
analysis than would be appropriate in any single lesson. 
Ideally, the student would be led to make his own, more 
thorough analysis, over a period of several lessons, simul- 
taneously with working out the reading and technical 
problems involved. However, I hope that the emphasis 
on seeing, hearing, and understanding what is in thescore, 
may prove a useful spring-board into working out an im- 
aginative and stimulating performance of this delightful 
work, ---Frances Mann. 


Teacher; John, do you remember playing some of the 
"Pieces for Children" by Bartok several years ago? 

John: Yes, I do. 

T: | What were they based on? 

John: Weren't they mostly folk songs and dances? 

T: They surely were. Bartok found hundreds of such 
songs, --Hungarian, Rumanian, and others from 

central Europe, and his settings can be played and sung 

in many different forms and musical styles today. I 

thought you would enjoy learning another of his pieces 

based on folk melodies, and so here is one of the most 

charming and delightful of them all. As you will hear, 

it is built around three different tunes, each only eight 

measures long, and yet it is full of interest and variety. 


Just glance through it while I play it for you and see if 

you can tell someof the things that make it such a good 

piece. (Teacher plays the "Rondo. ") 

John: I like that! 

T: Can you tell me why? 

John; Well, I like the places where the tempo changes, 
especially those fast parts. 


T: True, they do make it exciting. Anything else? 
John; Oh yes, the key signature changes, let's see--four 
times. 


T: | Good for you! When you look and listen still more 
closely, you will find the key changes far more 
often than the signature does. 

Before we go any further, notice that I have num- 
bered the measures of each main part, so that you will 
be able to follow the lesson more easily. How many do 
you find in the first--A section? 


; oe Twenty-three 


T: Yes, ard Ihave put a twenty:-four over the fer- 
mata at the double bar, because when you come 

to play the whole piece I think you will want to pause at 

least one measure before going on to the molto allegro. 
Will you play the right hand melody for me now, 

up to Part II, and tell me what you discover about it? 
(John plays.) 

John: The first eight measures are repeated, down an 
octave, in the next seven--oh, no, I see what 

happens--the left hand finishes the last twc notes at the 

same time that the right hand starts the eight measures 

over for the third time. 

T: | Bravo John! Notice too that Bart6k has added an 
alto part to the melody the last time. Will you 

go back to measure eight now, and tell me what key it 

is in? 

John; C-major. 

T: Right. Now look at sixteen. Is that inC-major, 
too? 


John: I'm not sure. The left handseems to be in a-minor. 


T: It is in a-minor, but that G in the right hand that 
is worrying you is leading us quickly away from a- 
minor through e-minor to theend of Part I, which is in 
oo? 
John; C-major again. 
T: | Exactly. When you play Part lat home be sure to 
listen for the repetitions, and notice the changes 
of color that go with the key changes. Also notice the 
phrasing of melody and accompaniment; better study your 
hands alone until you master the phrasing quite indepent- 
ly. One last thing about playing this part: be sure to lead 
the tune to those two final notes. You see Bart6k marked 
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them for special emphasis. Maybe you could make up 
words that have the same sort of emphasis. Once I taught 
this piece toa student who was afraid because she had to 
play it in an exam. Finally, we thought up these dis- 
respectful words for the first theme, and she loosened up 
and really enjoyed playing it. 

"Just see if I care! Fuddy-duddy teachers. 

Fuddy -duddy, fuddy-duddy , fuddy-duddy teachers} " 
Enough nonsense! Now, let's get on to Part Ii, the B sec- 
tion. 

John; That soufided much harder when you played it for 
me. 


° IT IS technically harder, but you have strong fin- 
gers, loose wrists, and yourhand is big enough to 
do the harder version at measure 45.if you like it better. 
The important thing is that you understand the music so 
well that anyone who hears you play it will understand 
just what is happening all the way through. Please play 
the first four measures of Part II. (John obliges). Do 
those measures sound like the beginning of the second 
folk tune? 
John: No, they sound as if he couldn't get started. 
T: Well, if you will play the next eight measures of 
the left hand I think you will hear, rather, that he 
uses them as an introduction and bridge into the new 
theme and key of E-major. Right after this we find the 
theme in both hands, with new harmonies and in sequence. 
What does that mean here? 
John: The melody seems to be up a whole step. 
T: | Very good. Now look through this whole Part I 
for every complete statement of the theme you 
can find. 
John: The right hand has it again at measures 21 and 32, 
and at 39, isn't that part of the theme? 
Yes, itis. We call it a fragment of the theme, 
and since the way Bart6k uses these fragments is 
what makes this section buildup to such an exciting cli- 
max, I think it would be a good idea to :just see how 
many he does use. Suppose I write them out here in your 
notebook, and then at home you mark them into your 


ee ES 


T: 


score. 
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When you have finished this, show, too, what keys 
are used, then you will be ready for the playing problems. 
Contrasts of touch will help to give Part II the vigorous 
character it needs. I think you had better attack the first 
figure from the wrist, connecting ‘the first three eighths 
with a finger legato, and again using a wrist staccato 
for the repeated notes. The accented accompanying 
chords should be played from the key surface, with ener- 
gy. but avoiding brutality by keeping muscles from over- 
tension. In planning dynamics remember that even a 
forte phrase will have a highest point, or climax. Start 
below this levelto avoid forcing when you get to the top. 
Be sure to give exact values to the rests. They add enor- 
mously to the dramatic intensity of this part. 

At last we have come around to the first A theme 
again, as a true Rondo must do at least twice. What do 
you notice in this return? 

John: The key; it's in A-flat major instead of C, now. 

T: Anything else? 

John: It is a lot shorter than the first time. He only has 
the theme once here. I like the way he ends it-- 

I noticed when you were playing how it seemed to melt 

into the next part. 

T: It does just that John, and we're off into the last 
tune, section C, the gayest and jolliest of the three. 

Listen once more to the first eight measures--hear any- 

thing interesting? 

John: Oh, yes! I like the rhythm of those accented C's 

that jump from the bass to the top. 

They do give it lots of life, but don't overlook the 

duet he has written for the tenor and alto voices. 

The alto part is particularly important. Sing it for me 

if you can, then see if you can find it anywhere else. 

(John sings.) 


T: 


OHN: Sure, I see it. The soprano has the theme in the 
next eight measures. That skippy bass looks hard. 
Slow practice, hands separately, preparing each 
skip by getting into position as fast as you can, 

should take care of that problem. Stay as close to the. 

keys as possible, so that you don't waste time and energy 
with unnecessary lifting of hands and arms. 

John; There's the theme again way down in the bass for 

two measures, then it leaps up two octaves, and 
back down one. He seems to hold off ending it for five 
measures.” 

T: Yes, musicians call that a five-measure extension. 

What does he do with the melody in thenext part, 
marked Allegro molto? 

John: Is that it on top of those right hand chords? 

(Continued on page 19) 
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"Play," No. 5, from FOR CHILDREN, Vol. I 
BARTOK 





ROBERT PACE 


ATHY and Tim are eight and a half years old and 
Kar in their second year of piano lessons. They are 

accustomed to the contemporary sound having had 
pieces containing the idiom from the beginning. 


--How about something new for next week? 
Kathy: Oh, I always love new numbers! 
much more fun than the old ones... 

--Good! Here is one by Barték. 

Tim: Oh, yes, you played a Bartok number for us, 
I remember, one time. 

Kathy: And it didn‘t sound like Beethoven or Mozart, 
either! 

--Well, no, it didn't but it has many of the same things 

in it. It has a nice little melody and some very interes- 

ting chords. As a matter of fact; Bartok has used some 
of the same chords Mozart and Beethoven did. What is 
the name of this composition? 

Tim: It just says "Play"! 


They are 





Dr. Pace, head of piano instruction at Teachers' College 
Columbia University, did his undergraduate work at the 
Juilliard School of Music where he later taught for sev- 
eral years. Later he received Master's and Doctoral de- 
grees at Teachers’ College, where he has been head of 
piano instruction since 1952. He has conducted many 
workshops throughout the country and recently composed 
a series of instructional books for the young beginner and 
the older beginner. Dr. Pace also teaches privately in 
his studio in Scarsdale, New York. 
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--What are some of the things we do when we play ball 
or tag, for example? 
Kathy: Run, jump--we walk--I yell, too, and some- 
times I whisper. 
--Yes, you know there are lots of other things you do 
when you play. But all of the things you have mentioned 
so far we can find, I think, in this composition. There 
are places where we have jumps. Look at the staccato 
chords we have in the left hand. 


Tim: Yes, there are staccato marks over the chords, 
and rests between them. 
--Where would it be loud as if we were yelling? 
Kathy; In the second line where it says “forte. " 
--Can you find a place where we would whisper? 
Tim: Oh, there are lots of places! In the second 
line, the first measure says “soft.” 
Kathy; But we really whisper inthe last line because 
it says very soft! 


--You can find the running places by the eighth notes, 

and the places where we stop by the half notes. Before 

I play this for you, let us find several things to look and 

listen for. First of all, I wonder how fast this would be? 
Tim: I am not too sure. 

--Well, right above the first measure it says “allegretto." 

Mr. Bartok has given you a tempo marking clue. The 

tempo would be about like this (play a little of it). Is 

that fast or slow? 
Kathy: I don't think it is either. It is a kind of "in 
between.” 

--That is just about right. “Andante” means "walking" 

and “allegro” is a bright, cheerfultempo. "Allegretto" 

is "in between" these. What is the key? 
Tim: Key of C-major! 

--That is certainly easy for us. And what is the meter? 
Kathy & Tim: It is 2/4 and we both know what that 
means! 

--All right. You notice we have lots of directions on 

how to play it. In the first measure, it is marked "mez- 

zo-forte" and “dolce.” In other words, we would play 
it sweetly and medium loud. Can you find the end of 
the first section for me? 


“this Does it end here in the second line where it says 
"poco rit."? 
--Yes that is the end of the first section. I wonder how 
far the second section goes? 
Tim: Maybe to the next double bar! 
--No, this is all part of the second section. It goes down 
to Tempo I. I want you to watch when I play ii to see 
(Continued on next page) 





why we have Tempo I marked down there. Maybe this 
will tell us what "poco pui vivo" means. 
--Let us look at the chords in the left hand. 

Kathy: That is the I chord! 
--Yes, and in the third measure it looks almost like the 
V7 chord. 

Kathy: Why, it does look like the V1 chord except 
it has "C" on the bottom instead of "B". 
--This gives us‘a tip off, Kathy. In this piece perhaps 
the most important chord will be C-major and possibiy 
the most important tone will be C, itself. That is the 
reason he doesn't change it. Let's listen to that chord 
and listen to the V7 chord. He borrows the bottom tone 
from C-major. 


Kathy & Tim: Yes, that is a “motion chord,” isn't 
it? That makes us want to move on to another chord 
where we can rest. 
--Now, I will play the first section and you can move 
your arms slowly to the end of each phrase. (Play) 
--Where is the end of the first phrase? 
Kathy & Tim: At the end of the fourth bar! 
--And now the second phrase is an echo of the second, 
isn't it? (Plays) The third phrase is loud and the echo is 
soft. We are going on to the fourth phrase and we have 
two more measures on the end of the fourth phrase. That 
is the-- 


“Fi Cadence, using the I, V and I chords. 

Kathy: The first and second phrase are just alike! 
--That's right.. 

Tim: And the third and fourth measures of the third 

phrase are almost like the first two measures. 
--Does this help us learn the piece quickly? 

Kathy: Oh, yes, I think I could almost remember 

the first section right now. 
--Let's play the last phrase of the first section and go on 
to the next section. Listen for any change in tempo. 
(Play) You see that after the ritard it gets faster. This 
is where it seems to run. Notice that the first eight bars 








NOTE... 


By placing the outside cover around pages 11-22 
of this Newsletter, the reader will have acomplete book- 
let on lessonplans and discussion of some teaching pieces 
of Béla Barték. 








of this middle section are all loud. The other part of the 
middle section is all soft but stillseems to run as we play 
it. 

Tim: What do the little lines under the notes mean in 

the last measure of the second line? 

--Those little lines mean tophiase each note individual- 
ly rather than to play them all as one phrase as we did in 
the: third and fourth measures of the piece. Listen to the 
chords of the left hand in the third line just to the double 
bar. What are these chords? 

Kathy & Tim: Those are some of our action chords. 
--That's correct. Now I will play the last half of the 
second section and go on to finish the composition. See 
what we do when we get to Tempo I. (Play it) 


Tim: You got slower again. 

--Yes We went back to the same tempo we had at the 
beginning. That is what “Tempo I" means. Notice at 
the end of this section we have half notes while at the 
end of the first section we have quarter notes. This will 
make it just twice as slow at the end and when we do 
this in music we call it “augmentation.” Don't worry 
too much about the big word but try to remember it be- 
cause we will have it many times. Now let us see you 
sight read the piece for me. 





FRANCES MANN (Continued from page 15) 





T: ‘Yes, it is. John, you know enough about harmony 
to tell me what those chords should be called. In 
fact, you should be able to recognize every chord in the 
Allegro molto. 
John; Well, starting with measure 29, they're all triads 
in the first inversion. In the thirty-third measure 
we have an E-major triad and a D-major triad. Up to 
measure 37 all the others are in C-major. From 37 to 
45 we have exactly the same triads in root position, and 
then we have E, D, C, D, and E-major, broken between 
the two hands, followed by three more first inversions 
that break off suddenly before any cadence. 
T: Excellent, John! Now please sight-read the bass 
for me, from 29 on. (John plays.) 
John: That is another melody, isn't it? 
T: | Yes, and notice that from 37 on Bartok asks us to 
play it mp, while the third theme, over the triads, 
is played more softly. In fact, now that we have reached 
Tempo I, and the last statement of Theme I, A again, 
the whole piece has quieted in mood, so that the ending 
is like a memory of the beginning, as though we had 
grown up and were smiling back at the time when we sang 
about our "fuddy-duddy teachers.” 


19 








FROM BARTOK'S "FOR CHILDREN.” 


Allegretto, ¢=106 
5 2 






mf, dolce 


ane 


1 2 
5 





3 Tempo 


nue 


, dolce 





1 
2 
3 


tranguillo 


1 
1 

2 
4 2 
0 


o. PLAY 


poco rit. - 


3 


I. 


4 


COPYRIGHT 1946 BY BOOSEY & HAWKES, 
20 


wt 


INC. 


_ Pit. mosso, d= 130 
2 
1 


i 





« 


Cd 


—— 





(1° 5") 














No. 6 of "Six Dances in Bulgarian Rhythm" from 
MIKROKOSMOS, Vol. VI - BARTOK 





JEAN B. MIDDLETON 


O F THE SIX DANCES in Bulgarian rhythm which 
close Volume VI of Bart6k's Mikrokosmos, the fi- 


nalone is particularly remarkable for its salient and grace- 


ful rhythm and harmonies. The piano student and his lis- 
teners find immediate reward, wherein lies the success of 
teaching selection. 


However authentic the Bulgarian derivations are (Bar- 
tok was, of course, a scholar in folk and national music), 
to many the reference goes more directly to the rumba 


.and to the blues. Rhythmically there is a constant hea- 


vily-accented 1-2-3-1-2-3-1-2; harmonically there is 
a frequent juxtaposition of major triads based at a minor 
third. These features are certainly a happy part of our 
musical experience, exclusive of awareness of Bulgarian 
music. They highlight a masterly exposition of modern 
percussive pianism, a "show-stopper" of real distinction. 

Easy performance of this piece is predicated on ex- 
cellent hand-action (often referred to as wrist- movement) 
with the upper arm and forearm poised and quiet, yet 
capable of fluidity in lateral motions. The fingerings 
suggested first, my own preference, are not possible to 





Mr. Middleton, composer-pianist-teacher, studiea a 
year in Budapest with Béla Bart6k. In Paris he studied 
with Robert and Gaby Casadesus, and in California with 
Darius Milhaud. A composer's fellowship at the Juilliard 
Graduate School enabled him to study for three years 
with Bernard Wagenaar. Several years of teaching in 
college, music school and in his private studio in New 
York, 46 West 53rd St. , have made his teacher training 
lessons of inestimable value. 





all hands, but they will obviate disturbing lateral changes 
between hand and forearm and will minimize in-and-out 
motions of entire arm. 
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Decide what fingerings are suitable to the individual 
requirements of the hand for the first inversion of all 
major triads. Use them consistently. When learned in 
these easy groupings, play the chords in a chromatic se- 
ries, using the selected fingering for each individual 
form. Then play the chords in a whole tone series, one 
pattern to begin at C, another to begin at D-flat. Fi- 
nally, play the forms in a series lying at minor thirds 
apart, one set to begin at C, one at D-flat, and another 
at D, so employing all twelve harmonies. All these ex- 
ercises must be done with repeated notes to insure a good 
hand action. Practice also in the rumba rhythm, keep- 
ing each harmony until rhythmic pattern is complete. 

nce EE EC R R R 
1-2-3-1-2-3-1-2 and 1-2-3-1-2-3-1-2 
L L L LL LL L 

With the roots of the chords (that is, the top note) 
following scale pattern, play the 3 major chords in the 
key of B-flat major. Refer to measures 13-16, left hand. 
Do the same in the key of F-major, and refer to meas- 
ures 59-64, right hand. 

Identify and isolate the three-note chord forms inpiece 
which are not first inversions of major triads. 

Work the scale of G# melodic minor in octaves, and 
refer to measures 65-67, left hand. 
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Play with both hands the melodic figure of measure 
25 on all twelve keys. This is a simple neighboring note 
figure (G-A-F#-G) with the upper neighbor extended a 
half step. Compare the melodic figure of measure 20, 
and play on all twelve keys. Do the same with the me- 
lodic figure of measure 29. 

Hands separately, work measures 25-28, noting the 
sequence pattern of a perfect fourth. Note the dimin- 
ished fifth relationship of the imitation, a juxtaposition 
of keys which can be found throughout the piece. Try 
these measures with both hands, conditioning the oppos- 
ing rhythmic phrasings by exaggerated lifting of arms to 
mark accents. 

At measures 9, 85, and 88, left hand, and measures 
52, 56, and 66, right hand, locate on the keyboard the 
chords likely to be difficult to read. Recognition will 
be facilitated by writing lightly in pencil easier enhar- 
monic forms of these unusual spellings. 

If the foregoing has been. attended to carefully, one 
can read the piece hands separately and hands together 
with a very gratifying sense of being on familiar ground. 
All practice for some time ought 
to be non-legato, a firm but free 
hand action. Further practice in 
proper releases can isolate the fin- 
ger action in single note figures, 
although this action will always 
be subservient toa hand freedom. 
Later the two-note phrases can be 
respected, but great care must be 
taken to continue to release the 
second note of the two-note lega- 
to with a hand action. 

The secret to easy performance 
of this piece is a constant readi- 
ness of action, and this implies 
an alert release of each tone. 

Throughout the piece maintain 
a strong accent paralleling the 
bar grouping of the notes (three, 
three, and twc). 


A. MEASURES 31-35, the 


stretches can be managed by most 
hands if the held note is main- 
tained with a very relaxed finger. 
However, if the hand action is 
all it ought to be, a repeated 
thumb in this figuration will be 
satisfactory. 





The extended repeated single note passages, if played 
without the thumb, will respond to a continuation of the 
hand action. Use of the thumb, although quite custom- 
ary, is an added physical complexity which often stops 
the hand action. 


A, MEASURE 91 the left hand F#can be struck with 
the fist if some restraint is used to avoid too much weight. 
A bunching of fingers 4-3-2 to strike the tone is equally 
forceful, a little less likely to smash too harshly. 


The overall interpretation of the piece is so implicit, 
so perfectly motivated, that further comment seems su- 
perfluous. I do suggest that measures 81-90 can relaxper- 
cussiveness in favor of a temporary, relative gentleness. 
At the final measure it is effective to press the keys down 
silently of the whole note chord, thereafter shifting the 
pedal to permit closing with the D-major harmony. 

(First page of last Dance in Bulgarian Rhythm from 

Vol. I, Mikrokosmos, on page 31.) 





",...don't want her influenced by any of these bohemian 
fly-by-nights--keep to the solid respectable composers. . .' 
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ALLEN, LILLIAN MITCHELL. The present status of ac- 
credited music instruction in American universities; a 
dissertation. 140p. (bibls.) Wash.,D.C. Catholic Univ. 
of America Press pap., 1.50 


BRODER, NATHAN. Samuel Barber. 11lp. (bibl.) il. 
N.Y., G. Schirmer 3.50 

An associate editor of "The Musical Quarterly," anold 
friend of the American composer, Samuel Barber, offers 
a biographical portrait of him and a study of his work. 


EINSTEIN, ALFRED. A short history of music; tr. from 
the German; 4th American ed., rev. 213p. N.Y. 22, 
Vintage Bks., 501 Madison Ave. pap., .95 


GEIRINGER, KARL and GEIRINGER, IRENE. The Bach 
family; seven generatinns of creative genius. 528p. (6p. 
bibl.) il. N.Y., Oxford 7.50 

The musical contributions of the Bach family from the 
16th century to the mid 19th, including, of course, the 
career of Johann Sebastian Bach. 


HAREWOOD, EARL of. ed. Kobe's complete opera book; 
rev. by the editor. 1276p. il. N.Y., Putnam 10.00 

Completely revised and rewritten to include such re- 
cent operas as “Gloriana," "The Consul" and “Peter 
Grimes” and classical operas that have come back into 
fashion in recent years. 


HELMHOLTZ, HERMANN. On the sensations of tone; 
2nd ed. 608p. (bibl.) il. N.Y., Dover Pubns. 4.95 


HOWES, FRANK. The music of Ralph Vaughan Williams. 
380p. front. (por.) N.Y, Oxford 6.00 

An exposition of the relation of technical feaiures to 
aesthetic effect in the work of Ralph Vaughan Williams. 


HUGHES, DOM ANSELM (originally Humphrey Vaughan 
Hughes). ed. Early medieval music up to 1300,452p. 
(13p. bibl.) il. (New Oxford hist. of mus., v.2) N.Y., 
Oxford 8.75 

A hiszory of 13 centuries of European music. Among 
the topics considered, each by an authority, are early 
Christian music, Gregorian chant, medieval song, litur- 
gical drama, the birth of polyphony. 


KINSEY, HERBERT. The foundations of violin playing 
and musicianship. 70p. N.Y., Longmans 1.50 
Fundamentals of violin teaching; with a graded list of 
pieces and studies. The author is professor of violin, viola 
and chamber music at the Royal College of Music, Eng- 
land. 
LAMBERTI, CARLO. Improving your voice; a guide to 
better singing. 114p. diagr. N.Y., Vantage Press 3.00 
Explaining a sinus-tone method of voice production 
and development. 
LANDECK, BEATRICE, ed. A treasury of favorite songs. 
15p. il. (col.) N. Y. 17, Birk & Co., 270 Park Ave. 
pap., .15 


LEVARIE, SIEGMUND. Guillaume de Machaut. 114p. 
(2p. bibl.) front. (Great religious composers).N. Y. Sheed 
& Ward bds., 2.25 

Primarily dealing with the one great religious compo- 
sition, a Mass, by a 14th century French composer. 


LOESSER, ARTHUR. Men, women and pianos; a social 
history. 670p. (10p. bibl.) N. Y., Simon & Schuster. 
bds., 6.50 

The development of the piano as a musical instrument 
and an instrument of social prestige in western Europe 
and the United States. 


MARROCCO, W. THOMAS. The music of Jacopo da 
Bologna. 173p. (2p. bibl.) front. (‘Univ. of Cal. pubns.. 
in music, v. 5) Berkeley, Univ. of Cal. Press. pap. , 2.50 


RUFFER, JOSEF. Composition with twelve notes, related 
only to one another; tr. (from the German) by Humphrey 
Searle. 232p. il. N.Y., Macmillan. 5.00 

An explanation ofthe 12-note method of musicalcom- 
position developed by Arnold Schoenberg, written by a 
former pupil and teaching assistant of Schoenberg. 


WAITE, WILLIAM G. The rhythm of twelfth-century 


polyphony; its theory and practice. 264p. (5p. bibl. and 


bibl. footnotes) (Yale studies in the hist. of music. v. 2) 
New Haven, Conn., Yale 7.50 

An analysis of the modal rhythm and notation of an 
early system of polyphonic music. Reproduces more than 
240 pages of music text from Leonin's "Magnus Liber.“ 
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HETTY BOLTON, On Teaching the Piano. London; 
Novello and Co., Ltd., 1954. 9383p. 7s.6d. (American 
agents: British American Music Company, 235 South 
Wabash Ave., Chicago 4, Illinois.) 


JOAN LAST, The Young Pianist. London and New 
York; Oxford University Press, 1954. xii 155p. 12s. 6d. 


by WILLIAM S. NEWMAN 

HE steady stream of books addressed to students and 

teachers of piano playing flows on unabated. Books 
on technique, on interpretation, on teaching methods, on 
the piano's literature, on sight-reading, on performance 
psychology--practical books, mystical books, inspira- 
tional books, dogmatic books--these continue to appear 
with remarkable persistence. Such books seem to belie 
Arthur Loesser's recent misgivings about the earnestness 
of today's piano playing (at the conclusion of his own 
significant contribution to this healthy stream, his lively 
sociological report entitled Men, Women, and Pianos). 
Now come two more among numerous books for the pi- 
anist by British authors. And these two, which might 
well be catalogued in the Department of Common Sense 
About Piano Teaching, certainly deserve respectable po- 
sitions in the total stream. 

Both books are clearly and simply written, both get 
down to practical and specific matters, and both reflect 
extensive experience with the problems they treat. Miss 
Hetty Bolton, Professor at Trinity College of Music and 
author of the previously successful book How to Practise, 
describes her new book, On Teaching the Piano, as "a 
purely personal approach written for the younger teacher 
who, though well-equipped with knowledge, is as yet 
lacking in experience." To which Clifford Curzon adds 
in his Foreword, “but it is full of practical advice for the 
advanced teacher--and even for the artist--of any age 
and at any stage.” 








, is the kind of book a reviewer is tempted to 
quote repeatedly, because it progresses in so orderly a 
manner by clear headings, numbered and lettered para- 
graphs, and comprehensive topical sentences. Thus 
among Miss Bolton's teaching philosophies, “the interest 
in the child as a human being must come first"; "to give 
up a pupil because he is lazy is in most cases an admis- 
sion of failure on our part"; “all our pupils, even the 
least gifted of them, should be taught by degrees to aim 
at the highest itis possible for them to attain"; "we shall 
only reap as we sow." 





Mr. Newman is a University of North Carolina professor 
of music, a concert pianist, and a well-known writer on 
music appreciation, piano literature and performance. 





At the first lesson, “the principal thing is that we are 
getting to know a person and that this person is beginning 
to form an impression of us"; "each one (pupil) is unpre- 
dictable and willrequire separate planning on our part." 
The teacher needs to be 1) inspiring, 2) courteous, 3) con- 
sistent and interested in the student as a person. Our 
teaching must 1) "go at the pupil's own pace," 2) help 
him "to teach himself," 3) give him a chance atthe les- 
son to play his prepared pieces “through to the end," and 
4) to 10) follow many other wise advices. 


But, except for the risk of exceeding the reviewer's 
copyright privileges, one could readily survey her entire 
compact little volume in this manner. The five chap- 
ters go on to treat of music and musicianship, technique, 
the special problems of the beginner, and method versus 
methodicalness in teaching. A few discussions fail to 
penetrate or specify sufficiently to be useful. Thus, we 
are given a fine variety of ways to practice scales but 
little beyond references to other books when we come to 
"Posture and Relaxation." However, the same extensive 
experience is in evidence right up to finalrecommenda- 
tions to the teacher to keep alive in her field and to not 
neglect broader cultural interests. Miss Bolton deserves 
specialcredit in herplea for tolerance toward conflicting 
opinions, especially as regards pianotechnique. She does 
reveal her own self to be on the conservative side, as in 
her mentions of relaxation and arm weight. 


Ms Joan Last aims especially at the first few years 
of training in The Young Pianist. For the young, inex- 
perienced teacher who has yet to evolve his own most ef- 
fective approaches she offers much specific step-by-step 
information. Miss Last, too, believes in adapting the 
method to the student, although her positive, concrete 
ideas for conquering each problem leave her little leeway 
to demonstrate this philosophy. Like Miss Bolton she re- 
flects the extraordinary, continuing influence of Matthay's 
teaching and writing, hinting at some of his brilliant in- 
sights into performance problems while also venturing 
into some of the same terminology that proves to be so 
distressingly vague and even inaccurate when one tries 
to apply it literally. 

Because Miss Last gets down to particulars she natur- 
ally opens herself to many of the controversies that en- 
liven all piano teaching discussions. A few samples might 
be given. I for one happen to prefer Miss Bolton's phil- 
osophy of rich musical experience for the beginner, come 
what may, to Miss Last's request for the highest standards 
only, at every level, her "first aim" being “to make the 
young pianist into an ‘artist in miniature.'" Again, I 





prefer Miss Bolton's advice to reach the beginner through 

his musical senses first and follow with intellectual ex- 

planations and the exercises later, rather than the con- 

verse that Miss Last pursues. In general Miss Last seems 
(Continued on page 30) 




























































Piano Recordings 
September, October, November, '1954 


Reviews may be found in Saturday Review of Literature, 
Musical Quarterly, The American Record Guide, Gram- 
ophone Record Supplement, etc. Record reviews are in- 
dexed in MLA's Notes, 


BACH, J. s. BEETHOVEN 
an of Fu ugue Sonata No. 16 in G on. Op. 31, No. 
. & G. Dichler (pianos) 2- oll West. WAL-215 Backhaus * Son. #18 iz" ones LL-951 


intedieg No. 1 in C Minor for 2 Pian Sonata No. 18 in E fy" gee Op. 31, 


hogan, a Hill Fest. Oren, iriet 700 cams ~ € as. Op. 49, No. iz" ‘Lond. UL-951 
Concerto No. 2 in C Major for 2 Pian Seles @ ae oe 2 Bagatelles Br pg tt 
Appleton, Field, Castle Hill Fest. Orch. (Brief) Schnabel ‘* Son. # 3, 12” Vict. LCT-1154 
Pan a 0 #1 12” Period 700 Sonata No. 20in & ia or, OP 9, No. 
faus a at mn " 
Tureck (piano) # Ital. Conc.; Aria 12” Alleg. 117 Guida # Son. 33: 19 ate # Lond. L199 
Goldberg Variations Sonata No. 24 in E bo Op. 90 
Leonhardt (harpsichord) 12” Bach G. 536 Backhaus * Son. #1, 26 Lond. LL-949 
Italian Concerto Sonata No. 26 in E Fiat’ — Op. a ‘(tes Adieux"’) 
Tureck (piano) * 4 Duets; Aria 12” Alleg. 117 Backhaus # Son. #1, ond. LL-949 
Wollman (piano) % Aria; Overture 12” West. 5298 Schnabel * in a i wie uve tt LCT-1155 
Gverture in the French Manner = . in ajor for Pianc, Op 
Wollman (piano) *# Ital. Conc.; Aria 12” West. 5298 * Sonata #31 12” oaMY 1068 
Well Tempered Clavier (Book 2) senein No. 31 : A Flat Major for — io 110 
Landowska (harpsichord) Nos. 17-24 Hess * Sonata #30 HMV 1068 
12” Vict. LM-1820 Sonata No. 31 in A Flat Major, Op. 1 
Backhaus # Son. #32 in Lond. LL-953 
B ARTOK Sonata No. 32 in C = Op. 111 
Backhaus *® Son. #31 12” Lond. LL-953 
- Concerto No. 2 for Piano Variations in C Minor — / 
Farnadi, Vienna State Opera Orch. Ft Gilels (piano) *® nd Trio 12” A440 1202 
‘ ph 5 # os West. 5249 
‘oncerto No. 3 for Piano 
Farnadi, Vienna State Opera Orch. ae BEN- HAYIM 
* Conc. #2 " West. 5249 
For Children 
Kraus (piano) # Son.; Hungarian Songs = er tent (piano) # Liszt: Hungarian Rhap. #2, 15 
12” Educo 3008 12” Kings. 211 
— a ore ar ny Id 2” Educo 3008 
raus (piano) 3 or Children 12” Educo 
Sonatina in D Major f Pian s* conan BRAHMS 
raus ungarian Songs; For ren Ballades, Op. 10 
12” Educo 3008 Kempff (piano) # Capricci 12” Lond. LL-959 
BEETHOVEN Capricci and Intermezzi, Op. 76 
“Kempf Ty * Ballades 12” Lond. LL-959 
Bagatelles Capriccio inor, Op. 76, No. a 
Kraus Gere * Son. #8, 19, - 12” Educo 3006 meteriin (piano) ® Var., Opp. 2 
Concerto No. 1 in © Major for Pian iz” ‘bluebird LBC-1076 
Serkin. Phila. Orch. (Ormandy) * 2" Col. ML-4914 —- Op. 1 we memati is 119 
Concerto No. 2 in B Flat Major for Piano, Op. 19 — aad __— een Lond. LL-960 
Badura-Skoda, Vienna State Opera = eng Intermezzi, Op. 
* Coriolan; Consecration . 5302 Kempft ilano) ‘4 Ra. Op. 79 10” Lond. L$-961 
Concerto No. 4 in G Major for Piano, Op. a Intermezzi, Op. 119 
Novaes, Pro Musica Orch. ee, s Son. #14 Kempff (piano) * Fantasias; Rhap., Op. 119 
” Vox 8530 12” Lond. LL-960 
Sonata No. 1 in F os 2, N Rhapsodies 
Backhaus * as * Ton Lond. LL-949 Kempft py! intermezzi, Op. 117 
So!bmon ¥# Son. 12” Vict. LM-1821 10” Lond. LS-961 
Sonata No. 2 in A iar, “ 2, No. 2 Rhapsodies, Op. 1 
Backhaus * Son. Ba 12” Lond. LL-948 Kempff (piano) * —_ Intermezzi, $.- 119 
Schnabel * Son. “a Vict. ter. iiss 12” Lond. LL-960 
Sonata No. 3 in C air, >. 2, No. 3 Variations on an Original Theme, Op. 21 
Guida * Son. #19 12” Lond. LL-999 Sme*erlin (piano) # Var., Op. 35; Capriccio 
Solomon % Son. ei ral Vict. LM-1821 12” seenee LBC-1076 
Sonata No. * in E Flat Major, Op. 7 Variaticns on a Theme Pagnani, 
Backhaus * Son. #7 12” Lond. LL-950 Smeterlin (piano) “ Covutie ‘er Poy 21 
Sonata No. 7 in D wr vi Op. 10, No. 3 12” Bivebird LBC-1076 
Backhaus %* Son. 12” Lond. LL-950 Rosen og | 10” Lond. LD-9104 
‘onata No. 8 in C nd for Piano, Op. 13 Waltzes, Op. 3 
é ‘Pathetique"’) Weisz (piano) 10” Lond. LD-9129 
Kraus r Son. #19, 20; Bagatelles 12” Educo 3006 
Pp pe “ ‘ales % 14, Ne. 7. Lond. LL-952 CHOPIN 
onata No. n jajor, Op. 
Backhaus *® -~ #8 : Mal . “doe Lond. LL-952 
Sonata No. z n at Major, Op. 
Backhaus # Son. 22 ey ~& a *eGulda, London Phil" Orch, (Boutt) iz" Lond. LL-1001 
Somanignt’) in © Sharp Minor, Op. 27, We. 2 Rubinstein, Los Angeles Phil. Orch. (Wallenstein) 
, 12” Vict. LM-1810 
Novaes * Concerto #4 12” Vox 8530 Badura-Skoda, Vienna State Opera Orch. (Rodzinski) 
Sonata Mo. 14 in € Sharp Minor, Op. 27, Wo. Concert No. 3in F Minor for Piano, Op. 21°" 
Schnabel # Son. 12” Viet. LCT-1155 ek oe ee 
Sonata No. 15 in D "aie, Op. 28 ; 
Backhaus % Son. #8, 12” Lond. LL-952 Etudes, Op. 10 and Op. 25 
Schnabel * Son. #3 ° 12” Vict. LCT-1154 Uninsky (piano) 12” Epic 3065 











4-30 


COUPERIN 


Keyboard Pieces (5) 
leyer * Debussy, Rameau, Ravel 


12” Haydn Soc. HSL-98 
DEBUSSY 


Homage a Rame 
Meyer (piano) ae Couperin, Rameau, gt HSL-98 
rete 12” Haydn Soc. 


rtlett. “Robertson | * — Bape Goose; 


St. Saens: Carniva ” MGM E-3114 


EHRHARDT 


Balletti (Suite of Dance Airs) 
Ehrhardt (piano) 


FAURE 


Ballade for Piano and Orchestra, Op. 1 
J. Doyen, Lamoureux Orch. Pumun's Franc 
Symph. Var.; St. Saens: Conc. #5 12” Epic 5057 
Music for Piano 
reed 12” Lond. LL-887 
Noctu 
lo “pland) %* Ballade; Francaix: Concerto 


12” Lond. LL-1058 
GERSHWIN 


10” Educo 1001 


Concerto in F 
ed ally Cinn. S:.aph. Orch. open) 
2” Rem. 199-184 
GRANADOS 
ay es 
e ay (piano) # El Pelete 12” West. 5322 


ete 
Echaniz (piano) # Goyescas 12” West. 5322 


LISZT 


Concerto No. 1 In E Flat Major for Piano 
Kilenyi, RIAS Symph. Orch. we. Range 7 


12” 199-166 
Mildner, as * ooaas Orch. (Rother) Sieber: 
Konzer 12” Tele. 66022 
Hungarian sow 
Borovsky (p tre “al 1 12” Vox 8900 
Hungarian Rhapsod 
Borovsky piano), Vol. 2 12” Vox 8910 
Hungarian R ly No. 2 
Bar- my (piano) "e Hungarian Rhap. #15; 
Ben-Hayim: Suite 12” Kings. 211 
Hungarian Rhapsody No. 15 
ee Bar-Ilan (piano) #% Hungarian Rhap. 32; 


Ben-Hayim: Suite 12” Kings. 211 
Liebestriume, Balladen & Legenden 
Farnadi (piano) 
Music for Piano 
Frugoni_# Sonata 12” Vox 8800 
Paganini Studies (3) 
a ~~ staid % Rhapsody; ete: 


12” West. 5321 


Epic 3066 
Polonaise ‘No. 1 in C Minor 
Katin (piano) . Polonaise #2 10” Lond. LD-9122 
Polonaise No. 2 in E Major 
Katin (piano) # Polonaise #1 10” Lond. LD-9122 
Rhapsody Espagnole 
Uninsky (piano) * Paganini Studies; Moussorgsky: 
Pictures 12” Epic 30 6 
Sonata in B Minor for Piano 
Frugoni * Music for Piano 12” Vox 8800 
Totentanz 
a (piano), London Phil. Orch. (Martinon) 
% Mendelssohn: Capriccio; Rondo 12” Lond. LL-1007 
war Lae _ Symph. Orch. Fo ae 


12” Rem. 199-166 
MENDE] LSSOHN 


Capriccio Brillant in B Minor, Op. 22 
Katin (piano), London Phil. Orch. (Martinon) 
% Rondo: Liszt: Totentanz 12” Lond. LL-1007 


MOUSSORGSKY 


Pictures at an Exhibition 
Uninsky (piano) ¥ Liszt: Rhapsody; Paganini Studies 
12” Epic 3066 


MOZART 


Concerto No. 7 in F yo for 3 Pianos, K.242 
Allegro Piano Trio & Orch 10” Alleg. 4057 
Concerfo No. 9 in E Flat Major for Piano, K. 271 
Kempff, Stuttgart Chamber Orch. (Munchinger) 
* Concerto #15 12” Lond. LL-998 
Concerto No. 15 in B Flat Major for Piano, K. 450 
Kempff, Stuttgart Chamber Orch. | pee TF 
%* Concerto #9 ond. LL-99) 
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Concerto No. 24 in C Minor for Piano 
Casadesus, om Symph. ee (Szell) 
* Concerto #26 2” Col. ML-4901 
Concerto No. 26 in D Major for 
Casadesus, ge Symph. ‘orc “se 1) 
* Concert 0 oe ’ Col. ML-4901 
Fantasy in C Minor, K. 475 
Badura-Skoda ALA * Son. #11, 


Moe West. 5317 
Sonata No. 11 in 4 Major, K 
Badura-Skoda * Son. sie Fantasy 12” West. 5317 
Sonata No. 14 in C Minor, K.47 
Badura-Skoda * Son. “oi, Fantasy 12” West. 5317 


PROKOFIEFF 
Concerte No. 2 for Piano, Op. 16 
ae, 
RAVEL 


Mother Goose 
Bartlett, Robertson (pianos) # Debussy: 
Suite; St. Saens: Carnival 12" Nec ea1i4 
Le Tombeau de Couperin 
Meyer (piano) # Couperin, — Rameau 


SAINT-SAENS ” Haydn Soc. HSL-98 


Carnival of the Animals 
Lazzetti, Buonomo (pianos), Lag by Orch. di 
Napoli (Argento) V4 Debussy: Boite 
” Coloss. 1045 


Bartlett, Robertson (pianos), iiaine Ens. (Solomon) 
* Debussy: Petite Suite; Ravel: Mother Goose 
12” MGM €-3114 
Concerto No. 5 in F Major for Piano 
Tagliaferro, Lamoureux Orch. (Fournet) # Franck: 
ymph. Var., Fauré: Ballade 12” Epic 3057 


Impromptus, Op. 90, Nos. 1 & 3 
Kraus (piano) * aeeeiss A Landler 
12” Educo 3007 
Impromptu in A Flat Major, Op. 142, No. 2 
Kraus (piano) * Moments; Scherzo; Landler 


impromptus, Op. 142 (excerpts) 
Curzon +t ) 

Lindler, Op. 1 
Kraus thane) * Impromptus; —_o Moments 


Educo 3097 
Moments Musicaux 
Kraus (piano) * Impromptus; a Landier 


” Educo 3007 
Scherzo in B Flat Major 
Kraus (piano) * Impromptus; ams Landler 


” Educo 3007 
Sonata in D Major for vie Op. 53 
~Wuehrer * Son.. Op. 122 12” Vox &a2n 
Aitken 12” EMS 108 
Sonata in G Major for Piano, Op. 78 
Aitken 12” EMS 109 


duco 3007 
10” Lond. LD-9127 


Sonata in E Flat ~ for Piano, Op. 122 
Wuehrer * Son., Op. 53 12” Vox 8820 


SCHUMANN 


Concerto in A Minor ye 
Denes, Vienna State oP ' *Godzin “4 
% Concert Alleg.; Re, 12” West. 5310 
Concert — sete one = naieei 
is, Vienna fe ra zins\ 
“Th. onc.; Konzertstueck 12” West. 5310 
Fantasia in c Major 
Curzon (piano) * Kinderscenen 12” Lond. LL-1009 
15 


Kinderscenen, Op. 
Curzon (piano) * oo ag aw. a r 1009 


Konzertstueck in G M 
Comes, Vienna State g 4 "se frodzingiy 
%® Conc.; Concert Alleg. 310 


TCHAIKOVSKY 


Concerto No. 1 in B Flat Minor for Piano 
Gilels, Bolshoi Theatre Orch. (Samosud) % Rimsky: 
Concerto 12” Coloss 158 
Farnadi, vase State Opera Orch. Gene 
* Con $2, 


West. 5309 
Concerto No. in G Major for Piano, ‘- 44 
Farnadi, Games State Opera Orch. fy heey 
* Conc. #1 ” West. 5309 


TCHEREPNIN 


Arabesques (4); Nocturne in G Sharp Minor 
Tcherepnin (piano) # Son.; Bagatelles 
12” Music Lib. 7043 
atelles (10), Op. 5 


cherepnin (piano) * Son.; oo ues 
12” Music Lib. 7043 
onata Romantique 


. 4 
Tcherepnin (piano) by meee ,Atabesques 
" Music Lib. 7043 

















Magazine Articles 
JULY to DECEMBER, 1954 


AMERICAN MUSIC TEACHER-- 

"Some Critical Comments on Modern Editions of the 
Piano Classics," Mischa Meller, (Sept-Oct '54). 

"The Contribution of Important Contemporary Composers 
to Children's and Easier Piano Literature,” George Anson 
(Sept-Oct and Nov-Dec '54). 

"Memorizing Chinese Poems?” Eric Steiner. 


ETUDE-- 

"Ideas for the Piano,” Somer (July '54). 

"The Harpsichord Today,” Kirkpatrick (Aug '54). 

"Recitals: To Have or Not to Have Them,” Grossman 
(Sept '54). : 

“Once in a Century,” Heylbut (Sept '54). 

"With Chopin in Japan," Faurot (Nov ‘54). 

"On Teaching Bach," Leonard (Nov '54). 

"Dear Piano Teacher," Sachs (Dec '54). 


MUSIC JOURNAL-- 

"Me and Music," Kathryn Windham (June '54). 

"Hurrah for Harrah," Zoe Tilghman (July '54) . 

"A Challenge to the Piano Teacher," Fay Templeton 
Frisch (Sept '54). 

"The Choral Accompanist," Wally Hornibrook (Oct '54). 
"Pianist for the Church Service, " Mary Hoffman (Nov '54). 
"A Piano Teacher's Five-Year Plan," Hazel Ghazarian- 
Skaggs (Nov '54). 


MUSICAL COURIER-- 
First of each month issue contains a special section devo- 


tedto the activities of the National Guild of Piano Teachers. 


On this page technical questions are also discussed. 





HOUSE & GARDEN-- 
"Dites-moi pourquoi! My child won't practice! 
"Dites-moi pourquoi! My child won't play!" Ezio Pinza 
(Dec '54). 
Print of painting "Piano Lesson" by Henri Matisse (Dec 
*34). 





(Continued from page 4.) 
foreign publications 


HENRIBUSSER. Le sommeil de l'enfant Jesus. (adv) Chou- 
dens (Peters, sole agent) Copyright 1896 

CLAUDE DEBUSSY. Le triomphe de Bacchus; transcribed 
for two pianos. (adv) Choudens (Peters, sole agent) 
Copyright 1928. $1.50 

KLAUS EGGE. Fantasi i Springar-rytme. op. 12c. (adv) 
Edition Lyche (Peters, sole agent) Copyright1950 $1.25 

A. HONEGGER. Souvenir de Chopin. (int)iChoudens (Pe- 
ters, sole agent) Copvright 1947. $1.25. 

MUSICAL CHRISTMAS CARDS. Vol. 1; dedicated and 

collected by Kathleen Cooper. Hinrichsen Edition Ltd., 

London. (Peters, sole agent) Copyright 1954. 90¢. 

SERGE LANCEN. Trois impromptus. (adv) Hinrichsen(Pe- 
ters, sole agent) Copyright 1953. 90¢ 

WILLEM PIJPER.. Sonate (for two pianos). (adv) Donemus 
(Peters, sole agent) Copyright 1948 $2.50 

ALAN RAWSTHORNE. Four romantic pieces for piano 
(int) Oxford (London) Copyright 1953 $1.75 

MATYAS SEIBER. Leichte tanze (easy to early adv) Edi- 
tion Schott (Associated, sole agent) Copyright 1937 
$1.50 

L. STREABBOG. Kleine leichte Tanzchen und Sttlickchen. 
(Int) Edition Schott (Associated, sole agent) n.d. 

KATHE VOLKART-SCHLAGER. Runderum. (easy) Edi- 
tion Schott (Associated, sole agent) Copyright 1950 








musical 


COURIER 


nena -America's oldest and leading music art publication 
since 1880 proudly announces the celebration of its 


DIAMOND JUBILEE 
on February 1, 1955 





SPECIAL ANNIVERSARY gift for all MUSICAL COURIER subscribers: 
on February 1, 1955, a large valuable book-type magazine depicting 
musical history in America in full color will be sent to all subscribers 
absolutely free, in celebration of our 75th year 


Subscribe and receive this beautiful musical collector's item: 
16 issues one year $3.00, saving $2.60 over newsstand prices 
32 issues two years $5.00, saving $6.20 over newsstand prices 


now, 


FOR ALL THE NEWS IN THE WORLD OF MUSIC READ THE 
MUSICAL COURIER...since 18380 
119 West 57TH STREET, 

New YorK 19. N. Y. 
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PUBLISHERS CITED 


for outstanding service 


IN THE FIELD OF TEACHING PIECES 
PRESSER AND CENTURY AT TOP OF LIS71 


During the past three years we havebeen consistently 
on the search for compositions suited tothe needs of the 
student of music. In bringing such works to your atten- 
tion we have taken the opportunity to pay tribute to the 
composers, especially in our selection of the best works 
of the year. We feel, however, . that justice has not been 
done to the publishers, who have had to be content with 
a simple byline. 


In order to correct this inequable situation we have 
recently reviewed our quarterly and annual lists with a 
view to giving proper credit to those publishers who, in 
the judgment of our carefully selected Board of Review- 
ers, have shown acontinuing and discriminating interest 
in the area of our particular activities. 


It willbe of interest to our readers to know something 
about the difficulties that we faced in compiling our list 
of publishers, and to understand the procedure that we 
finally adopted. All told, between thirty to thirty-five 
publishers have cooperated in the work of the Quarterly 
Newsletter by submitting compositions for review and 
evaluation. But their output has been unequal--some 
publishers produce teaching pieces in greatnumbers, and 
as a result include many pot-boilers; others produce re- 
latively few, but carefully selected, works. Some of the 
large houses can easily afford to acquire rights to the 
works of a number of contemporary composers; others, 
because of arelatively slight interest in our field publish 
only occasional titles while putting their energies and 
budgets into other types of music. Hence in our list, 
we are evaluating not the total activity of any publisher, 
but only the kind of success which, in our opinion, that 
publisher has had in meeting our standards in our field. 


In compiling our list, original compositions only were 
counted, except in the 1952 yearly “bests” where three 
or four collections were listed. For a "recommended" 
title, one point was awarded, while ten points were as- 
signed for each “best of the year." 


We want tocongratulate those who appear on our list, 
for all of these publishers have by their publications dem- 
onstrated a real interest in the cause of high musical 
standards. It goes without saying that such an interest 
goes beyond a narrow desire for immediate profits into 


1. Century (incl. Heritage) 85 
1. Presser (incl. Ditson) 85 
2. Leeds (incl. Israeli) 34 
3. Elkan-Vogel 28 
4. Boston 26 
5. Southern (incl. Peer) 24 
6. Associated 21 
7. Schirmer (incl. Curwen) 19 
8. J. Fischer 18 
9. Marks 14 
10. Boosey & Hawkes 13 


the realm of service to the art. The benefits of such an 
attitude are long range, not to be measured in terms of 
hard cash, but rather in terms of nurturing standards of 
taste and judgment, without which no art can prosper. 
Clearly, the place where this can best be done is the 
field of teaching pieces where the musician's first judg- 
ments can be molded into a persevering sense of right- 
ness. 








-FOR BEST RESULTS - 
FILE YOUR NEWSLETTER BY SECTION 
IN A LOOSELEAF NOTEBOOK. 








- CORRECTIONS - 


Albert de Yito ooimposed the piece,* “Holiday Mood,” 
priced at 40 cents. Boosey & Hawkes‘ advertisement in 
last issue read “Anthony de Vito” and priced at $1! 


Leeds informs us that Kabalevsky's "Five Sets of Varia- 
tions" may also be purchased separately for 60 cents 
each, as well as complete in one album. 





BOOK REVIEW continued from page 26 








to me to advocate too muchtechnical instruction and an 
unnecessary complexity of touches for the young begin- 
ner. And I find myself at variance with a number of her 
specific devices to meetparticular problems, such as the 
use of "ands" in feeling the rhythmic pulse or the empha- 
sis on putting the thumb under in scale practice (which 
has been shown to be more of a hindrance than a help as 
the speed increases), or the various preparatory exercises 
that imply “transfer of training” without any real evidence 
of transfer. But none of these differences of opinion or 
objections need detract from the fact that this is a clearly 
organized book, that it isthe product of wide experience, 
and that it brings light to the problems of getting the be- 
ginner underway, than which no aspect of piano playing 
elicits greater interest. 
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(Continued from page 22) 


Y toh 


A 


153 Sf 


FROM BARTOK'S MIKROKOSMOS, VOL. VI - 


‘ i a 





simile 





Copyright 1940 in U.S.A. by Hawkes & Son (London) Ltd. 
Copyright fur all countries 
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“BESTS” 


(At the end of each year the entire collection of "Recommended Piano Music" is 
re-evaluated by our Board of jurors. From this group approximately ten or twelve of 
the best are selected andthe “best of the year" are announced in the Spring issue. 
We re-print below the lists of 1952 and 1953 for the convenience of our new readers. ) 


1952 


LOUISE B, CARROLL "Little Dutch Dance" Boston ...... .35 
JOHAN FRANCO "Carousel" from At the Circus. Presser . 40 
GEORGE LIST “Music for Children" Associated.. .90 
"The Willows are Waltzing"... Century.... .25 
"The Whistling Sailor" Schirmer... .35 
“A Visit to Grandfather's Farm" Boston . 50 
“Navajo Lullaby" Ditson 30 
"Hi-Way Scene" Ditson . 35 
“Rain on the Roof" CORPULY. 6.6:<.¢ 208 
“A Western Story” Century.... .25 
"My Toy Trumpet” Century:..5 .29 
"Andalusian Dance" }.-Fischer,.. .-. 
"Inci's Book" Southern..... 
"Children's Day" 
Collections 
Annie Dorolle Boosey 
Elkan- Vogel 2. 
Marks ie 
Heritage ea, 


.50 

. 25 

.35 

JOHN TASKER HOWARD “May” Elkan-Vogel .60 
K, E, JIRAK "12 Piano Pieces for Children”. . Associated ea. 

ALICE McELROY PROCTOR “Panorama” - . 50 

ELIZABETH E, ROGERS......... “On a Hobby Horse" Presser .35 

"Square Dance" Century .... . 25 

"Two Winter Pieces" Meritage... 2.20 

EVERETT STEVENS ‘Song fromthe Hills" POR... a 35 

JOSEPH WAGNER “Four Landscapes" Southern.... . 50 


*May be purchased directly from Mrs. Proctor at 4 Harvard Place, Dedham, Mass. 


1954? 


(To be announced in Spring issue.) 


Our Children Deserve the Best! 





























